Passage. 1) For African Americans to find a place to claim as their own, as Wilson's plays and Morrison's novels well show, has not been easy; rather, it often meant exclusion, riots, struggles, imprisonment, loss, and rootless wanderings. As Ira Berlin aptly states, " [t] he entire African American experience can best be read as a series of great migrations or passages" (9) . 2) Wilson's Joe Turner's Come and Gone (1984) and Morrison's Paradise (1997) are set in the Great Migration Wilson, for example, set nine out of ten plays in his Pittsburgh
Cycle in the Hill District of his childhood hometown. 4) Pittsburgh, the steel city, as the destination for African American migrants takes on another symbolic meaning because iron, "historically, has been the metal associated with the Yoruba god Ogun" in African tradition (Elam, Jr. 85 Morrison also shows an ambiguous attitude towards the idea of "community," per se, and her skepticism, it seems, has to do more with the complexity and internal tension always latent in any given community than with her downright negation of it. 11)
Morrison's deployment of space into Ruby, Oklahoma and the Convent as the two symbolic places for African Americans renders 9) Noting that "Morrison's domestic designs in her novels are also deeply affected by her characters' interactions with global concerns," Dobbs observes that "whereas Paradise focuses intently on the internal exile of African Americans in Oklahoma" Morrison also shows that "global diaspora is also always inevitably a domestic issue" in her novel with the conversation between Richard and Pat on "the role of Africa in the community's longing for home" (120). Dobbs takes a step further and proposes that "we can trace her developing sense of the connection between a fierce longing for a local, regional, and national one -in short, an African American situated identity -and a transnational postcolonial notion of diasporic exile" (120). See Cynthia Dobbs, "Diasporic Designs of House, Home, and Haven in Toni Morrison's Paradise," MELUS 36.2 (2011): 109-126. 10) "It wasn't white-folks -that much she could tell -so it must be colored ones.
And then she knew. Her friends and neighbors were angry at her because she had overstepped, given too much, offended them by excess" (Morrison, Beloved 163 Passage. Consolata was adopted, or as she puts it, "kidnapped," by Mary Magna in 1925, when she was sitting in the street garbage with other children in the neighborhood in Brazil. Mary Magna, one of the six American mission nuns who were working for the hospital nearby, "took her along as a ward to the post to which the difficult nun was now assigned -an asylum/boarding school for Indian girls Consolata once engaged in a romantic relationship with Deacon
Morgan, a married man and descendant of one of the founding members of Ruby. With the twist of irony, Deacon takes Consolata to the place that the man on the train talked about:
He drives to a burned-out farmhouse that sits on a rise of fallow land.
Negotiating bluestem and chickweed, he parks behind the black teeth of a broken chimney. Hand in hand, they fight shrub and bramble until they In ocean hush a woman black as firewood is singing. Next to her is a younger woman whose head rests on the singing woman's lap. Ruined fingers troll the tea brown hair. All the colors of seashells -wheat, roses, pearl -fuse in the younger woman's face. Her emerald eyes adore the black face framed in cerulean blue. Around them on the beach, sea trash gleams.
Discarded bottle caps sparkle near a broken sandal. A small dead radio plays the quiet surf.
There is nothing to beat this solace which is what Piedade's song is about, although the words evoke memories neither one has ever had: of reaching age in the company of the other; of speech shared and divided bread smoking from the fire; the unambivalent bliss of going home to be at home -the ease of coming back to love begun. (318) The imagery of paradise bears the remains of the wounds from Consolata's former life. Amidst the ruins and hints of wounds present on the beach, one can nonetheless get the sense of "home." In this final scene, Morrison implies that a sanctuary can be found in the midst of lived experience of loss, scars, and wounds with comfort and love that transcend the boundaries of race or gender.
Conclusion
In 
